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INTRODUCTION 
During the last thirty years, dramatic production 
has received wide recognition, as a normal part of school 
activity •. To an increasing extent, this activity has 
graduated from club, or extra-curricular programs, to 
the educational curriculu~ itself. This emergence of 
"educational" theatre in many cases has been permitted, 
whether reluctantly or enthusiastically,,,. without planning 
or provision for the added burden on the teachers, or the 
physical facilities of the school. 
If there are personal and social values in dramatics 
activities, the school program which will offer these 
values for the largest number of participants, is the 
program which will merit the best thinking, the fullest 
cooperation and the most adequate equipment. However, 
such a progra~ must demonstrate its values without the 
disruptions and the heavy overhead suggested by an inten-
sive production schedule, using conventional staging. The 
present inadequacy of school housing and the higher costs 
of construction do not encourage any program demanding of 
luxurious space and infrequently used (though expensive) 
equipment. Auditorium or gymnasium stages might as well 
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not exist so far as their consistent use for dramatics is 
concerned, if they share many of the inflexibilities common 
to such stages, or if they are not regularly available. 
It is not the purpose of this paper to fully explore 
the educational values of dramatics. It is desired, merely, 
to discuss the use of the arena form of theatre, as a pos-
sible means for fulfilling some of these values. Theatre-
in-the-round has proved itself under the most diverse cir-
cumstances. It should be possible for any teacher-director, 
who wishes to do so, to study its effect and its techniques 
at first hand. The main objective here is to relate the 
educational aspects of dramatics to a theatre form which 
is flexible, adaptable, and appealing enough, to stimulate 
a broader use of dramatics in the life of the school •. 
CHAPTER I 
PROBLEMS OF "EDUCATIONAL" DRAMATICS-
Most of the thinking about educational theatre is largely 
in terms of secondary school,. simply because of the volume of 
theatrical production which takes place in this country every 
year on tha~ level. In thousands of communities the high 
school play is the only "legitimate theatre" experienced by 
either students or their elders •. In 1945, Ernest Baveley, 
Chairman of the Secondary School Committee of the American 
Educational Theatre Association stated that of twenty eight 
thousand public and private secondary schools, few do not at 
one time or another during the season, sponsor some form of 
dramatic presentation •. He further stated that paid admissions 
to high school performances out-numbered professional, college 
and community theatres combined, and that only movies can 
boast a larger attendance.~ 
According to a survey of dramatics covering about a 
hundred and thirty high schools of northeastern Ohio in 1948, 
the average school (with enrollments ranging from 33 to over 
1. Baveley, Ernest, Dramatic Art in the High School, The 
Bulletin of the National Association of Secondary School 
Principals. November,l945 p. 83. 
1 
3000) produced two full-length plays plus a one act play each 
year. 1 Other estimates" have C'Ome very close to this average. 
The survey rrrade an at'tempt to discover the needs which might 
e also be typical. Listed in approximate order of recurrence 
these needs are as follows:· 1) more time; 2) better faci-
lities; 3) 'more experienced direct'ors; 4) more money; 
5) wider student participation; 6) coordination of program; 
7) better faculty and administrative support; 8) curriculum 
dramatics; 9) fostering purposes other than money-raising, 
etc; 10) reduction of teaching load; 11) recognition of 
values of dramatic activities; 12)'better play selection; 
13) technical help; 14) better student' organization. 
Basic to all of these problems of the dramatics program 
is the recognition of the possible values· and the employment 
of those values by the administration, the faculty and the 
students., First, however, the damaging effect of a dramatica 
program devoid of values must be recognized •. 
In a recent Saturday Evening Post article entitled 
The Heck with Broadway, a single paragraph gives some idea 
of what takes place when values are lacking in educational 
dramatics. 
1. Boffo, Opal Wigner, The High School Dramatic Director, 
Educational Theatre Journal. May 1951. p. 119. 
It gradually became apparent to the publishers 
that the biggest reason for a play's success or 
failure was its title. The title, they concluded, 
should bear directly on the plot and be simple, 
direct, striking, colorful and unsubtle. Aaron 
Slick From PUmpkin Crick has all these qualifica-
tions in large measure, plus the fact that the 
author deliberately gave it a title that could 
not be preceded in a play catalogue. The strategy 
behind this was that people who are searching a 
catalogue for a play to give generally get tired 
of reading titles, and are incline~ to choose one 
early in the alphabet'i cal listing. 
Result, Aaron Slick, with over fifty thousand productions 
to its credit is probably the most produced play in America. 
The average high school has "done" it at least once. There 
are hundreds of such plays which avoid any element of dramatic! 
action or credible humor and which with only the sheerest 
loyalty or most pitiable ignorance can be called entertain-
ment. This example of play selection, of course, refers only 
to the twelfth item of need suggested by the Ohio survey. No 
greater disservice can be rendered by a teacher to the valua-
tion of educational dramatics than to ignore the influences 
of play selection, no matter what the program or the circum-
stances. 
The matter of overworked teachers is too notorious to 
require full development here except as it underscores the 
1. Jarman, Rufus. The Heck With Broadway, Saturday Evening 
Post •. April 28, 1951. p. 22. 
shocking immaturity of the average concept as to the value 
of dramatics as an educational activity •. That dramatics is 
usually an extra duty for some teacher who has just as many 
classes to teach and papers·to correct as anyone else, is 
imposition enough. It is even more inequitable in many 
small high schools where the English teacher, so commonly 
required to "coach" plays, is also the only logical person 
available to "run" the school paper and publish the year 
book •. 
The facilities available to the average teacher-director 
usually affect the dramatics program to a considerable extent. 
According to the above-mentioned Ohio survey1 , sixty-nine 
percent of the schools have the combined gymnasium-auditorium 
type of theatre, twenty six percent have separate theatres· 
and two schools have both types. Such comments as: "The 
last atage equipment was bought twenty years ago---every-
thing we have needs to be replaced---our equipment i's gene-
rally poor--" were typical •. 
There are few high school directors who are not plagued 
with cramped stages, inflexible lighting systems, hardwood 
stage floors which are impervious to stage screws for sup-
porting scenery, lack of space or no budget for scenery. 
1. Op. _cit. 
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gymnasium schedules, band or orchestra rehearsals, incor-
ruptible speaker's platforms, and possibly, that box set 
donated by the graduating class of 1928. 
At the 1949 American Educational Theatre Association 
Convention in Chicago, speaking generally about stage design 
for the high school theatre, Professor Gillette of the Uni-
/ 
versity of Iowa emphasized the limitation which conventional( 
staging and its usual box set places on play selection.l He 
pointed out that time, energy and imagination have been 
squandered _in the struggle to ape Broadway stage production. 
There have been many instances when the emphasis on scenery 
has monopolized the time and energies of directors and stu-
dents with sorry consequences to the performance. 
A questionnaire sent to two hundred school directors of 
all persuasion resulted in a high school play list named for 
11 sui tabili ty 11 • Of the seventy plays most frequently chosen 
and listed by the Educational Theatre Journal, sixty four 
were one set plays. 2 The point is best made by each educa• 
1. Gillette, A.S .. Design fo~ the High School Theatre, Educa-
tional Theatre Journal •. December 1950 •. p. 333. 
2. Director's Choice. Educational Theatre Journal. 
1949. p. 131. 
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tional director for himself or herself---listing the plays of 
greatest merit (from any point of view) ·and then counting the 
one set productions. There are some, of course, depending on 
one's point of view •. 
Most of school decorum is enforced passivity. The classes 
marked by the ringing bells resemble one another regardless of 
the subject or the aspect of the subject being presented •. The 
teacher may be very active, prodding away to elicit a clerical 
or even an oral response, while the student may be receptive 
or he may be dwelling on some phase of his life that is more 
active--more dramatic. In this still too typical atmosphere, 
the English teacher struggles to inculcate an appreciation for 
Shakespeare, or maybe Dickens, Mark Tw~tn or George Eliot •. If 
this teacher happens to be the dramatics director, he or she 
is seldom called upon to integrate the "subject" of literature 
(dramatic or otherwise)'with the "activity of dramatics. Even 
if there is such a thing as the "subject" of dramatics in the 
curriculum, it seems unheard of to consider literature as an 
"activity". The dramatic instinct as a value in the educa-
tional process seems to be relegated to nursery school in 
spite of fascinating experiments of "vitalizing" various 
subject areas. 
Conversely, the teacher-director, having worked for five 
hours of the school day to elevate the taste and appreciation 
for literature, social welfare or the pioneering spirit of 
'.._____.-. 
America is apparently willing to collaborate in the mockery 
of high school dramatics by training a talented group of 
students in some falsely conceived piece of clap-trap. 
That the group of students who ultimately are cast in 
the big play of the season is talented may or may not be 
true •. So far as the director knows they are the best to be 
had, particularly, if chosen from a large turn-out •. But 
what happens to the impact of dramatics as an educational 
value for the whole school population as the casting inevi-
tably shakes down to the few actors and the few students of 
the stage crew? One drama club in a large school starts the 
year with over two hundred enthusiasts and, in spite of 
large cast plays, dwindles to thirty or forty active members 
by the middle of the year. Solutions are given glibly for 
correcting this situation and this club has tried them all. 
The fact of major production orientation overwhelms all 
attempts with one-act plays and student directors. In one 
large regional high school, the same girl has done the lead 
in each of her four class plays from Freshman year on, and 
in three of these plays she had the same "leading man". As 
in so many similar situations, a small clique of each class 
rules the school theatre program. 
How often a director wishes that his students could 
have some perspective, preliminary experience, and range of 
expression. In a school producing one, two or three plays 
I 
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~year, a real shortcoming or the program applies to the very 
. students who do get their one or two performance chances to 
I 
shine in a large auditorium. Their very mannerisms, good or 
bad, are exploited and glamorized for precious audience ap-
proval. 
It is a notable fact that a student actor, when speaking 
at top volume, seldom has much range of expression. In the 
average cavernous auditorium, or gymnasium-turned theatre, 
there are essentially three pitfalls that the beginner must 
try to avoid: shouting so that he can be heard, or ignoring 
the last twenty rows so that he can use his full range of ex-
pression, or forgetting all about enunciation so that he can 
stay in character. These points may sound facetious but they 
do put the emphasis on the mechanics, rather than the creative 
i 
aspects, of acting in those last rehearsals when the cast gets 
the first chance to rehearse on stage between band or orches-
tra practice or the basketball games. Granted, it may be 
better than nothing (for the limited few involved), but how 
much more that very experience could mean if dramatic values 
had been exercised under more flexible circumstances and if 
the experience bad some continuity. 
The stepped-up glamor and pretentious theat'ricali ty that 
is considered so necessary to lure the best students into dra-
matics activity may defeat its own ends. An extremely intelli-
I gent ana well-poised seventh grader in a small suburban commu- i' 
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nity was recently lured into the leading role of "Patience", 
the Gilbert and Sullivan satire on Oscar Wilde. For weeks 
everyone in town had been made painfully aware of this forth-
coming extravaganza at the Junior High School. After spending 
two nights trying to calm the boy's violently upset stomach, 
his mother severed her son's connection with the theatre. She 
was further chagrined when he complained bitterly because he 
was to have had special permission to cut all sorts of classes 
for rehearsals •. If an otherwise healthy lad can become so 
agitated during the first week of rehearsal for this all-out 
effort of his school to "wew" the town with dramatic art, edu-
cational dramatics is in grave danger of exhr}usting its wel-
come. When a school program disrupts the normal schedule and 
oversells itself to the community, an administrator worth his 
salt is bound to suppress that particular activity. Actually, 
to say that this school, just mentioned, is overstressing dra-
matics as an educational program is ridiculous. "Patience" 
was its one supreme effort of the year, and a one-night stand 
at that. 
The frenzied rehearsals, the physical and nervous exhaus-
t~on, the uncorrected tensions, the unspontaneous performance 
expressive of no comprehension or creation on the part of the 
student actors, the bad habits exploited, the false glamor, 
the playing for effect, display, approval, the attention to 
everything but the play and its dramatic values(if any), the 
ego-centering rather than temm work, the inadequate prepara-
9 
,; 10 
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tion on the one hand, and the star complex or pseudo-profes- :1 
sional attitudes on the other, the constricted idea of enter-
tainment, and the terrific build-up with its difficult after-
math of returning to routine---none of these liabilities 
quite vanquish the true educational values of dramatics, no 
matter how poorly planned; misconceived or archaic the pro-
gram may be •. But, if the recognition of the dramatic in-
stinct as a growth factor is lacking, dramatics in secondary 
education will remain in its distorted frame, continuing for 
many educators to be either a frill or a necessary evil •. 
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CHAPTER II 
THE VALUE OF DRAMATics· 
The potentialities of educational dramatics have been 
recognized by some outstanding administrators of secondary 
schools •. Writing in the Bulletin of the National Associa-
tion of Secondary School Principals for December, 1949, Col. 
Charles C. Mather, Assistant Superintendent at Culver Mili-
tary Academy said the following: 
Whereas knowledge can be acquired by formal in-
struction, many of the qualities that comprise 
what is called character do not develop from 
formal instruction as much as from daily demands 
and actions that demonstrate those good citizen-
ship qualities: co-operation; enthusiasm for a 
common enterprise; willingness to accept respon-
sibility, either as· a follower or a leader; tole-
rance; and respect for constituted authority.----
It is with the inculcation and development of 
these qualities that go to make up-the kind of 
character the American citizen should possess 
that a properly administered course in dlamatic 
arts can make its greatest aontribution. 
Francis L •. Bacon, formerly Superintendent of the Evan-
ston, Illinois schools, speaking in the same issue had this 
to say:· 
Modern psychology, too, affords support for this 
case of dramatics arts··. The administrator who is 
properly aware of the demands of the present day 
1. Mather, C.C •. Character and Personality Development, 
Bulletin of National Association of Secondary School 
Principals. December, 1949 •. p. 22. 
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will not be lacking in ability to develop a· 
sound psychological base for his support of 
a changing point of view favorable to the drama-
tic arts. He will not find it difficult to 
demonstrate that the materials of drama con-
stitute an effective means for creating the 
desire and extending the ability of pupils to 
learn. 
Dr. Bacon then concluded: 
This constructive point of view will give to 
dramatic arts the recognition that will: 1) in-
tegrate values from the field of drama throughout 
the courses·in English, 2) enlist the interest 
and varying degrees of participation from the en-
tire student body in desirably selected major pro-
ductions, 3) extend experience in dra~atic arts 
beyond such productions intermurally and intra-
class so that those pupils who most need this ex-
perience will have a chance at it, 4) provide 
specialized courses in the upper two years of the 
secondary school to satis~y the ~eculiar interests 
and talents of certain pupils, 5; realize the mag-
nificent opportunity which lies within the fields 
of the fine and dramatic arts for significant in-
tegration, 6) provide teaching personnel, adequate 
in training and number, 7) fully develop coopera-
tion with the community toward an understanding of 
the school policy and program, and 8) expertly 
plan and efficiently utilize physical facilities 
necessary for a reasonable realization of these 
values.l 
Arthur H. Ballet of the University of Minnesota High 
School, writing for the Educational Theatre Journal for 
December, 1950, had this to say: 
The high school theatre can and indeed must raise 
its standards if it is to be worth its educational 
salt. It can become, among other things, a highly 
respected auxiliary for other classes. Producing 
1. Bacon, F.L •. The Administrator's Point of View 
Ibid •. p.7. 
Shakespeare as a.lively reality will enhance the 
drama's position in the English department.. The 
social studies will welcome foreign plays and 
historical dramas produced in conjunction with 
units underway in their departments. The foreign 
languages will find the theatre a helpmate, too, 
if the drama director and the language teacher 
collaborate on the production of Moliere, de Vega, 
Hauptmann, Chekhov, and so forth. The industrial, 
graphic and musical arts classes will find useful 
and interesting work in a theatriral production 
worthy of their time and talents. 
Mr. Ballet then went on to make a plea for high brow 
play selection, and standards of perfection in production •. 
In the last paragraph he reminded us that no one will give 
us credit for the work which all of this entails but that 
"If we are lazy, we will go right on producing half-baked 
and half-cracked high school plays.!' 
To make half of his recommendations come about in the 
average high school would be sufficient to awaken many edu-
cators and the general public to the same convictions shared 
by Col •. 1lather and Dr. Bacon. 
Dramatic instinct is very much a factor for growth, 
in society, in government, and all other areas of life, 
but it is, unfortunately, taken for granted or thwarted 
in educational practice too much of the time. To say that 
the whole student body experiences all of the educational 
values, even if they attend, is gross exaggeration •. The by-
1. Ballet, A. H. . Standards for l_he High School Theatre, 
Educational Theatre Journal. December, 1950. p. 329. 
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lized most fully by the part'icipants themselves during the 
As far as the theatre skills and tech- I 
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period of preparation. 
niques are concerned, they will be most thoroughly learned 
somewhere beyon~ the second performance.o The amateur cannot 
be objective about anything of this sort with one or two ex-
periences of one or two performances each. 
Consideration should be given to the large majority 
whose dramatic instinct receives no exercise, and particu-
larly, those whose limited personalities need to free them-
selves in group play., There are school systems where even 
reading instruction is discontinued beyond the fifth grade 
while their own high school juniors and seniors are incapable 
of phrasing and making words into ideas. There is, likewise, 
a ,.~too generally accepted fallacy that play ceases to serve as 
a,.proper medium for learning much beyond the primary grades. 
The instinct in adolescence to experiment with attitudes is 
essentially the instinct to understand by imitation---to put 
oneself into action, i.e., the dramatic instinct. To expand 
self by experiencing something outside of self should be the 
constantly humanizing experience of education •. The tensions 
that exist in many class~ooms are not all manifestations of 
T! ~- -
student perversity. 
For the most. part, the dramatic instinct can best serve 
the material which calls for appreciation---the humanities, 
social studies, history, literature, and certainly, dramatic 
literature. In all core-curriculum discussion, the central 
factor seems to be the student in action. To bridge the gaps 
between subject areas, to synthesize the in-school and out-of-
school experiences-, to integrate personality, the growing stu-
dent must express himself in action. One first-hand experience 
of doing will generate more interest, overcome more sluggish-
ness and develop more poise tha.n ten inactive or second-hand 
assignments. But why must all this be attached to a tag? 
What is there about the term rr core-curriculum" that makes it 
either valid or suspect? However the process is classified, 
the need remains the same--to see and to experience the rela-
tion between words and life •. 
Certainly in the language arts of all kinds, literature, 
foreign languages, speech, and even composition, there is need 
and opportunity for activity •. A course in composition may use 
, student demonstrations, dramatic improvisations, exhibits, 
variety acts, musicians, pantomimes and static scenes with 
• mood sounds, or phonograph records in the classroom to stimu-
late many t~pes: of writing assignments from reporting to verse. 
The function of play or make believe has no age limit. Maybe 
a man of ninety or so makes believe more about what he has been 
j! 
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or could have been, but a high school student still has the 
capacity for growth through activated imagination. The gene-
ral use of dramatic instinct in a literature course will widen 
the interest and deepen the appreciation •. The chief concern 
of the teacher should be to give assignments within the range 
of individuals and not to force every student to interpret 
' difficult roles •. 
Perhaps the very limitation which has been placed on 
dramatic activity, or at least the limit beyond which many 
teachers and administrators deny its func~ion as a tool of edu-
cation, results from the overstress of pseudo-theatricality 
associated with the hectic involvement of the chosen few at 
the special event--best symbolized as the Senior Class Play •.. 
If the true value of dramatic experience is to be generally 
·. shared by the school population, the incipient tendency of t'his 
i' event'· t.o drain off and monopolize the whole significance of 
: drama, theatre, educational play, dramatic instinct, etc., 
! 
must be watched and questioned. ~ot that the traditional event 
of the senior class play or any other play should be abandoned, 
:but the distortions which it so often fosters, should be cor-
, rected by broadening and normalizing the whole function of dra-
. matics in the school. 
Whatever effective part the high school plays in the en-
itertainment of the community should be encouraged, particularly 
:if the educational values to the active students are sound and 
16 
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constant.. But these values should be primary and should be as, 
widely shared as possible. When parents, administrators, other· 
members of the faculty and the students themselves notice the 
significance of the activity for this or that student and when 
these values are demonstrated frequently, then the dramatics 
program is building its foundation. 
No matter how intent the high school director may be on 
I! demonstrating his professional excellence to all of the friends;i 
'i 
of the school in one or two top-notch performances, he cannot 
completely ignore both the preparatory and the remedial phases 
of educational dramatics •. Unless he is peculiarly blessed 
with advanced and diversified theatrical training, enthusias-
tic community and administrative backing, ample facilities and 
wherewithal, the teacher-director might better broaden the 
base of his program rather than hitch his educational-theatre 
wagon to the few ustars" that will inevitably glitter around 
him as he chatters glibly about the "Theatah". Unlike the pro-
fessional theatre where only the 11 success" of the latest pro-
duction counts, the school dramatics program should be u-alued 
for the continuity of its various creative and recreative ac-
tivities •. 
'i 
One of the chief deterrents to a more serviceable use of -
dramatics in high school may be the dilemma posed by the in-
flexible platform stage with its extravagant demands for mount-'' 
ing a realistic play and its~primary usefulness as·a speakers' 
platform •. If the auditorium is large, the play is not a sue-
cess unless hundreds of people are assembled for the event. 
If the stage is a mere appendage to the gymnasium, the primary 
uses for the place, plus its structural peculiarities, make 
overwhelming complication for a normal dramatics program. A 
great deal more general participation·in dramatics should be 
possible if a simpler, more flexible situation could be de-
veloped. The use of advanced students as directors1 in curri-
cular dramatics, or the most talented leaders in a dramatics 
club to magnify and distribute the whole pro~ram, would be 
much encouraged, if technical burdens, production costs and 
auditorium conflicts could be reduced. Continuous operation 
of most high school stage and auditorium facilities, in any-
thing like a normal program, would be prohibitively expensive 
in materials and supervision, and monopolistic of facilities 
needed for other activities. The educative value of dramatics 
will not be generally recognized until an overall solution can 
be offered which can circumvent the demands for money, time 
and school facilities. School administrators and teacher-
directors might do well to give serious consideration to the 
liberating aspects and the flexible possibilities of arena 
lj staging. 
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1. Tellier, J. E. Practical Procedures for In-school Dramatics 
Unpublished Master's Thesis, Boston University, 1949. p.l5. 
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CHAPTER III-
THE ARENA THEATRE AS AN EDUCATIONAL TOOL 
The arena theatre is variously known as theatre in the 
round, ring theatre, penthouse theatre, theatre circus-, etc •. 
The major changes from conventional theatre are the absence 
of the picture frame, or proscenium, the elimination of the 
raised platform viewed exclusively from one side, and the 
reduction of scenery. The central stage is usually in the 
form of a square or oval, viewed from all sides by the audi-
ence seated in one or more rows·of chairs. The shape may be 
oblong or circular and view of the acting area may be improved 
by banking the rear rows on platrorms sometimes stepped up' 
for each row or with the first and possibly the second on the 
floor level.. Entrances- may be made from aisles left ~t any 
point around the circle, or at the corners of the rectangular 
form. 
The scene is set with the minimum of furniture and pro-
perties and occasional set pieces or the use of a rug.. The 
lighting may be simply illumination controlled by silent(mer-
cury) switches or dimmers, or spotlights concentrated on the 
acting area and carefully masked rrom the eyea of the spec-
tators. When properly equipt, general illumination or house 
light:s operate independent of stage or acting area lights_ and 
,, 
i 
are used only for the entrance and exit of the audience and 
during intermissions., 
The "curtain" is merely the black-out during which the 
actors take their positions and the action begins as the 
stage lights come on. These lights,dim out at the end of 
each scene and the actors are trained to vanish through the 
nearest aisle before the house lights go up. The crew or 
stage hands enter and change props or furniture in a business-
like manner and exit well before the black-out which precedeS' 
the following scene. 
Any aisle through the audience may be completely ignored, 
or established by the actors as an approach or doorway to a 
particular scene •. In some cases; furniture may block an aisle 
and eliminate the distraction which might otherwise result-
from an unused approach. An aisle may be used as a view from 
a window, established by a low bookcase or window box, or by 
nothing but the appropriate attitude of the actors, or a win-
dow may be "set" at any point around the acting area •. Furni-
ture arrangement comes back into its own in arena theatre and 
no longer has t·o be tortured into a one-sided view or window 
display formation required by the plat:form stage. 
This kind of theatre has been claimed by one university 
lecturer as "one of the most significant contributions of 
America, to the world theatre~.. The statement was made by 
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Kelly Yeaton of the department of drama at Penn State College. 
Speaking at the 1950 New York State Cbmmunity Theatre Confe-
renee at Cornell University, he added,. "It is more fundamental 
and influential than any other development of the time and 
space arts in the past half century.!' Mr. Yeaton described 
the arena theatre as using the natural forms of expressive 
action and as the least artificial of all forms of theatre •. 
We have been reminded by many writers that arena is ac-
t'ually the oldest-theatre in the world •. What theatre history 
doesn't tell us about Og, or one of his equally monosyllabic 
family, returning from the hunt, gathering the neighbors around: 
his campfire and acting out his desperate battle with old Griz-
zly? To gather round and tell, dance, sing and act was unre-
corded history of theatre for ages and characterized the essen• 
tial structure of theatres until the Italian gentry started 
i toying with perspective. The so-called realism of the pro-
scenium theatre has been taken for granted for little more 
than three generations. 'Vv11en motion picture cameras- started 
grinding, the picture frame stage began to seem static. Not 
only did we start to see acting from new angles, but all the 
vivid details of closeup made little things dramatic •. 
Nothing could be more challenging to the educational 
theatre than 
his New York 
the observations of Brooks Atkinson 
T1mes column of Ma~, 1949. 
! 
recorded in 
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-----in practice it takes a theatre goer about 
thirty seconds to realize that cent·ral staging 
is no stunt but a legitimate style of producing, 
and that it has positive values which cannot be 
duplicated on the conventional stage. 
Theatregoers accustomed to elaborate scenic pro-
ductions on the picture frame stage may find it 
difficult to believe that the impromptu arena style 
is more gay and spontaneous and closer to the heart 
of the Shakespearean method, but it is •. 
Since modern drama is gradually outgrowing old-
fashioned realism and is developing into a kind of 
free-hand or poetic theatre, the conventional 
picture-frame stage is already obsolete. 
-----the arena style is especially merciful to 
mediocre plays, which would be unbearable in a 
formal theatre; and it takes kindly to sincere 
acting that is not yet technically accomplished •. 
It has two incomparable virtues: it awakens a 
theatregoer's imaginat~on, which should be a 
primary function of theatre, and its fundamental 
magic of appealing to and stimulating the ear 
more than the eye. When it is thus reduced to 
its primary qualities of literature and acting 
without the impedimenta of an opulent production, 
the theafre is wonderfully fresh, social and en-
riching. 
Another consideration is the liberation of the student 
actor's imagination when he or she is not hampered by the tech-
nicalities of projecting to a distant audience or moving with 
artificiality for their one-sided view. Being a character 
who is involved in a give and take relationship with another 
character, without belying that interaction with arbitrary 
movement or volume, frees the young actor for the fullest 
1. Atkinson, Brooks. New York Times, section 2, Sunday column 
May 1, 1949. -·--
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realization of motives and responses. Sincerity and concentraJI 
tion become active virtues. 
What is commonly called sustaining the character is es-
sential to .areY\a. acting •. The proximity of the audience makes 
posing and false intonations superfluous.. When not burdened 
with the conventionalities of the platform stage, the student 
realizes much more about the nature of action as reaction,· as 
', 
I 
a response to a recognized motive or as an effect precipitated r, 
by a cause i': Stanislavsky says, "The mistake most actors make :! 
I is that they think about the result instead of about the action! 
that must prepare it."1 He is, of course, talking about the 
inner action or "living through" process of imaginat!ve, crea-
tive acting. There will be less posing and fewer smug ama-
r 
teurs produced under the four directional gaze of arena theatre!~ 
Many directors have experimented with the so-called three 
quarter, three sided or horse shoe t~pe arena. The view of 
an audience is still essentially four directional except when 
the actors are playing very close to the fourth side or end •. 
The three quarter arena has much in common with the ground 
plan of Shakespeare's Globe theatre, at least at its stage 
level. There would be little point in carrying the analogy 
too far as few locations would acco~modate the.litLle 1nner 
1. Stanislavsky, C. An Actor Prepares. Theatre Arts, Inc. 
1936. . p. 110. 
stage and balcony levels.. But there may be times when, by 
screens or drapes, one end of the arena with seats removed can 
contain a simple scenic element such as a shallow platform, 
flight of stairs, double door, practical bay window, entrance 
hall, throne dais, large fire place or some other structural 
detail too large for an aisle and without which a particular 
play could not be effectively presented. 
Whether the rows of seats follow a curve or are straight 
and form a parallelogram, one end or one side can be opened 
up to a shallow stage for simple scenic embellishments. This 
space does not become the ba·sic acting area or change the na-
ture of the rest of the arena. This scenic end must rema.in as 
shallow as possible or the sight lines from the aeats adjacent 
to it will be difficult to mask off •. 
Any play where a chara~ter must stay recumbent for a full 
scene, or for the whole play, might well do better in the horse 
shoe, or three sided arena. Frequently, the activity of a play,, 
calls for much going and coming on a flight of stair~. Some 
plays almost require a window beyond which some phenomenon of 
nature must be engineered with lights •. However, even Ibsen'a 
Ghosts could be done effectively with the light for the dawn 
and the glow from the fire coming from one corner, or an aisle, 
which has been established as the window. The matter should 
be settled according to the taste with which the problem can 
' be executed. It would seem that the basic set-upshould be 
I 
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flexible and adjusted to the demands of the play and the means i1 I: 
at hand •. 
It must be remembered that the emphasis here is on arena 
for education in general, and educational theatre in particu-
lar, and, because of the volume and potential, high school 
theatre most particularly. Inevitably, theatrically-minded 
students are going to make certain comparisons with profession~! 
al, community and university arena theatresc. 
The history and proper evaluation of professional arena 
theatre has yet to be written and the history of even its evo-
lution as a· commercial venture is still to be made. Gllmor 
Brown, director of the Pasadena Playhouse inaugurated the 
"movement" twenty seven years ago with his experiments in 
flexible play production, at what he called the Playbox. There 
with.a few invited guests sitting around, he mounted a play 
in the center of the room. He used whatever elements of the 
room served the purpose of a particular play and it became 
exciting and effective theatre. 
The first theatre in this country built especially for 
arena production is on the campus of the University of Wash-
ington. The Penthouse Theatre by Glenn Hughes1 tells the 
success story of that theat're which started in a borrowed 
1. ~ughes, Glenn. The Penthouse Theatre. University of 
Washington, 1950. 
'I ,, 
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drawing room of a hotel penthouse in Seattle •. Professor Hughe 
start'ed experimenting with the form in 1932. He is a strong 
advocate of small capacity--his beautifully designed thea.tre 
seats just one hundred and seventy two people. 
The pioneer spirit and professional excellence of Margo 
Jones has made her Dallas theatre-in-the-round one of the most 
publicized theatres in the country. Her newly published 
Theatre-in-the-Round1 is primarily her success story. The 
Theatre Arts magazine is still the richest source of inspira-
tjon to anyone contemplating arena production •. New a~ticles 
will undoubtedly continue to report the trends and developments 
of this comparatively new form of theatre •. The Theatre Arts 
issues for r{arch 1949 and October 1950, available at most 
libraries, carry considerable information. 
The arena theatre at Hotel Edison in New York City, seat-
ing over five hundred, has a stage that looks like a postage 
stamp •. This little platform, raised a few inches off the ball-
room floor, is approached by actors from two ramps that lead to 
the dressing rooms. The ballroom is easily reminiscent of any 
number of high school gymnasiums with a narrow balcony running 
around three sides •. 
In Cleveland, there is a community group using a mat in 
._Tones, Margo. Theatre-in~the-Round. Ne'" Yorl{, Rinehart, 
1951 .. 
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the center of a room,. with two rows of chairs around the mat 
which can't measure more than fifteen feet •. This would be 
comparable to the average school room with movable classroom 
seats rearranged for the purpose •. There are arena theatres 
in tents for musical productions seating over a thousand, and 
small experiments in rooms that could accommodate only a single 
row of seats numbering not more than t'wenty four •. 
It would seem, therefore, that the potential audience has 
much to do with the seating capacity and that the facilities 
can start with little or nothing, and grow to suit whatever 
purpose seems indicated. A fair sized classroom, a basement 
lunchroom, a gymnas-ium, a town hall, a sunday school room, a 
grange hall, a barn, a few sections of bleachers arranged to 
form a square(with or without a tent), and the arena theatre 
can operate. 
It is well to note here the value of repeat performances 
necessitated by the small number of seats typical of the ave-
rage arena theatre. Most comments apout the optimum size of 
this form mention the ideal of intimacy, and few recommend more 
than three or four rows.;. But music circuses or tent arenas 
frequently have over ten rows. The variables of this problem 
include the structure of the room or hall, the qualities of the 
play, the control of extraneous sounds or other distracting 
elements. In any case, the aim of educational theatre should 
not be to accommodate the potential audience in one or two per-
il 
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formances •. 
One of the truest values of dramatics is learning to re-
create the experience rather than merely to recall what one 
did or said in a previous rehearsal. The director may be 
fully aware of this distinction bet1r1een the hackneyed and the 
spontaneous throughout the preparation, but nothing will drivel 
it home to the amateur cast so effectively as the demands of a j[ 
half dozen or more audiences for full fresh performances •. Thel
1 
first night jitters and the second night slump should not 
characterize the whole experience of educational theatre. The 
new values and adjustments that come with subsequent perfor-
mances are rich and rewarding. The normalizing of dramatics 
as a growth experience, rather than a hysterical one-shot pani , 
will be realized most fully in the fourth, fifth or sixth per-
formance before new, and somehow different, audiences. The 
work of five or six· weeks can be so much better justified if 
several performances are scheduled. 
I, 
No reasonable teac~r-director committed to a difficult ~ 
situation in a high school expects a miracle to solve all prob~ 
II 
lems at once. It would be practical to list carefully and [! 
frankly, any and all circumstances which limit one 1 s satisfac-lj 
tion or usefulness on such an assignment. It might then be J 
wise to tal{e account of oneself. In spite of the evergrowing 
alumni of lavishly equipped university dramatics departments, 
the vast majority of teachers in charge of high school drama- 1: 
II 
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tics are not prepared to execute or direct all of the specia-
lized technical crafts, even if they had the latest equipment 
for lighting, scene construction, costuming and a stage with 
all the devices in the book •. Most teachers have had to quali-
fy for their jobs in some other major field. Not even many 
professionals attempt to handle the multitude of duties, or 
master the number of skills, that most educational theatre 
directors must "cover". It seems only good sense for one so 
committed, to be selective in his or her emphasis, according 
to the best considered purposes or the most promising oppor-
tunities. 
If the list of limitations in a dramatics progra~ re-
semble those of the typical or average high school covered in 
the Ohio survey(see page 2 of Chapter I), the teacher should 
illuminate that list by recognizing his objectives, his spe-
cial abilities, and the needs of his students •. That the arena 
technique will simultaneously solve all problems should not 
be expected or even contemplated. That the development of an 
arena, as an alternative or an auxiliary to an auditorium 
theatre, can affect any one of these problems and that the 
overlapping nature of these problems may extend that solution 
to some of the other areas, can be briefly suggested. 
The following is an attempt to cover the fourteen points 
listed by the Ohio survey previously mentioned. 
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1) More time--because of less conflict with other func-
tions of auditorium or gumnasium; no-r.need for heavy scene con-
struction; no extreme techniques of movement or voice; no all-
out effort to gather large audiences; less loss of in-between 
periods when elaborate production could not be arranged or 
prepared; quickly arranged rehearsal space easily found for 
other groups, in over-lapping stages of preparation; multiple 
performances, under deputy supervision, while new work is in 
progress.-
2) Better facilities--made possible because of more limi-
ted requirements; no expensive scenery or heavy lighting equip-:[ 
ment; lack of fly space or wing space no handicap to scene 
changes~ Duplicate facilities of modest set-up-· in any free 
class-room with movable chairs •. Even more elaborate set-up 
may be quite portable and enable the use of any number of lo-
cat'ions when not otherwise busy •. 
3) More experienced directors--because experience is more 
confined to directing function, more concentration on drama-
tic values,, more consistent and continuous scheduling of pro-
, ductions is possible •. In a short time, a director may cover 
many more plays, many more students, more styles and more 
, uses of dramatics as an educational tool for subject areas, 
because he will not be frustrated by so many matters beyond 
his control, or exhausted by the complications which should 
' be handled by a competent staff •. 
. r: 
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4) ~ money--because of contact with larger number of 
students' in a more continuous and adaptable program •. There-
cognition of the value to the student body as a whole, .if 
wider participation results, should mean a growing support 
for the program and more recognition of the teacher's worth •. 
Less formal productions will cost less ... Arena permits of many 
non-royalty, multi-scene classics; more casual production of 
one-act plays and skits which may cost nothing; and many edu-
cational experiments of faculty or student composition. 
5) Wider student participation--because of arena tech-
niques which may be employed in any class-room with movable 
chairs, during class time or during recreation periods •. A 
series of short plays may be scheduled by a dramatics club, 
under student direction, and rotating groups or class sections 
entertained from week to week, during club periods or after 
school, laying a basis of experience for more formal produc-
tions by advanced members. 
6) Coordination of program-- by creating greater demand 
for instruction in acting and directing, and demonstrating 
the uses of dramatics in subject areas. To impose coordina-
:tion of any kind, without the medium for unint·errupted prac-
tice, and with methods requiring complicated staging is fruit-
less~ Coordination comes when the advantages become mutual, 
and the demand is increased beyond the immediate supply. 
~----·- -~-- -- :-::.-
7) Better faculty and administrative supnort--because 
of less conflict with gymnasium or auditorium functions, wi-
der diffusion of experience and less hectic preparation. The 
more constant and normal the uses-of dramatics can become, 
the less 11 privileged 11 they will seem; and among faculty, and 
many students, the more wholesome will be the response •. 
8) Curriculum dramatics--because a teacher can make a 
practical theatre workshop out of a classroom •. The arena 
techniques are less artificial and there are fewer tricks to 
unlearn if students ever go on to movies, radio, television 
or even professional theatre. The demand for curriculum 
must be created by the whole dramatics program if it is to 
justify itself. 
9) Fostering purposes oth~ than money raising--because 
it is not straining for public support or gate receipts. This 
may be the very argument against arena, lodged by those whose 
conception of educational theatre is formed by some schools 
who sell the program for whatever it will bring in band uni-
forms or even drama club treasuries •. It will take patience 
to show that a diversified program, benefiting many more stu-
dents, will in the long run bring greater public support. 
There is no reason why a community will not eventually-supply 
every need to a school program that has demonstrated its pri-
mary function of education. 
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10) Reduction of teaching load--by demonstrating the 
worth of educational dramatics for a larger proportion of 
the school population and taking it out of the frill or extra 
burden class •.. 
11) Recognition of the values·of dramatic activities ... -
because(as this paper tries to explain) the arena can be a 
device for broadening the whole scope of educational dramatics~ 
12) Better 2!gy selection--because emphasis is removed 
from exhibitionism on the one hand, or realistic scenery on 
the other •. The flight of many high schools to ~oor plays is, 
frequently, because they make little or no scenic demands be-
yond a set of drapes, or that ancient box set. Schools that 
do strive for quality are forced to choose the plays that 
have been written to meet the high cost of Broadway produc-
tion, and again, the single set is frequently the criterion. 
The flexible staging permitted by arena would open new (and 
old) horizons. 
13) Technical help•-because it would not be so demanding 
the arena has more than enough technical help at its disposal •. ' 
The comparatively light technical duties can be mostly handled 
by students and the director's time is free to plan and organ-
') 
ize special effects, rather than barely keeping up with heavy 
maintenance. 
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14) Better student organization--because arena staging 
can be operated on any scale, from a classroom workshop to 
a busy theatrical enterprise, and can be adapted to suit any 
level of student participation, duplicated in any number of 
student projects, which,, with faculty supervision, can be 
scheduled to feed either the simplest or the most formal 
school theatre program •. 
CHAPTER IV 
AN ARENA IN THE SCHOOL 
It is the aim of this chapter to suggest the technical 
adaptability of arena staging for educational purposes. No 
one is likely to build a fully equipped arena without con-
siderably more investigation of the medium •. However, for the 
subject teacher, or extra curricular director of dramatics who 
recognizes the need to broaden the program, the following will 
suggest a few solutions •. 
It might be well to consider the technical set-up in the 
light of three overlapping types of situations:· 1) Minimum 
facilities and minimum support or encouragement; 2) Coopera-
tive administration and students, but limited facilities; 
3) Adeqqate facilities and generous support. The firet case 
would not be necessarily confined to the teacher's own class-
room, or the second to a room which could be devoted to the 
arena experiments, or the third, mean a large area like a gym-
nasium completely available for a permanent arena theatre. 
Variations on each of these possibilities are endless. 
In any case, the teacher-director's first need is to take 
full account of the purely physical possibilities, and keep 
his activity within the range of these possibilities, until he 
has gained the support for further developments. It is safe 
to say that among the twenty eight thousand secondary school 
situations, there are many facilities that can be used for 
broadening the dramatics program by means of arena techniques. 
No matter how advanced the physical facilities may be or 
may become, the constant aim should be to retain a wide range 
of flexibility--a freedom of arrangement. In many situations 
the primary need will be to keep the room or area as adaptable 
as possible for other purposes• vfuether elementary, or highly 
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developed, the physical set-up-would include four basic ele-
ments: l)floor plan and treatment; 2)seats and seating arrange-
ment; 3)structural rigging and masking; and4)lights and light 
controls •. 
As has already been suggested, the floor plan may origi-
nate with an acting area that is round, oval, square or oblong. 
When the project must start from scratch, in a classroom or a 
school lunch room that must be used regularly for purposes 
other than arena, the acting area may be marked by chalk, or a 
paint stripe, or the mere arrangement of seats. A large rug 
which may be rolled and stored may be used to define the cen-
tral stage. If the pattern of the rug is not predominant, and 
the color is neutral brown or green, exterior as well as in-
terior scenes can be played on it •. If the space is available 
for the exclusive use of arena, a canvas· mat or stage cloth 
may be tacked to the floor •. 
There may be bascement space which would accommodate an 
arena where the stage could be tiled with cork •. A large rug, 
too worn for other use, could be sprayed with textile paint 
in a single neutral shade, and carpet runners, treated in the 
same manner, could serve as the entrance runways. Even if 
there is no overall floor covering, the occasional use of a 
rug, which only partially covers the area, may add much to 
the atmosphere of an interior scene. Liquid latex, sold for 
such household use, may be applied to rugs to make them non-
skid. 
The total floor plan or lay-out of the arena depends on 
the architecture of the locatio"n, the number of seats at:temp-
ted, and the number and location of the stage approaches. 
Most modern public sehool classrooms have two doors which, 
under some circumstances, could serve as approaches and allow 
the actors to pass from one to the other in the corridor. 
Thus, in a play of more than one scene, the entrance to an 
office, can be contra·sted with the entrance to a living room, 
or the two approaches could be established as leading to dif-
ferent parts of a house, etc. If it is possible to pass be-
hind the audience seats) additional approaches may be used 
even in the minimum situation. The rounding of corners in 
the audience seating, may not only improve the concentration 
of the spectators toward the action, but it may create corner 
pockets in a rectangular room, which can be utilized for va-
rious off-stage purposes. 
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A floor space, twenty four by thirty feet, is not ex-
traordinary for a classroom. In such a room, a standard nine 
by twelve rug could be centered, leaving about two feet of 
acting area beyond the rug in each direction for freedom in 
placing furniture, an oval or rectangle of about thirty six 
folding chairs with entrance breaks at each corner, and floor 
space enough for a three foot outside aisle around the whole 
room. 
A thirty two by forty foot room can center an acting 
area of about twelve by sixteen feet, accommodate about eighty 
seats in two rows,with four entrances each four feet wide,and 
a comm~nicat1ng aisle around the outside of about three feet. 
Padded folding chairs· of tubular construction, which may 
be bolted together in sections of any convenient number, take 
about eighteen inches of space apiece, and are quite comfort-
able for the duration of a full length play. ~Nhen a second 
row is used on the floor level, each section can contain about !! 
three more seats than the front row, the odd number allowing 
of freer vision between the seats in front. The front rows, 
being closer to the center of the circle or forming a smaller 
square, must be shorter to avoid closing off the entrances. 
An early consideration, in establishing a permanent arena. 
location, would be the elevation of the seats beyond the first 
row. If it involves raising only one row, the platforms can 
even be made portable. The platform tops can be made of three-
quarter inch plywood and the frames can be made collapsible by 
hinging the corners. Such platforms may be as low as six in-
ches,, or as high as two feet. If over a foot high, steps must 
be provided at each end. If these platforms are to be entire-
ly satisfactory they must be sound-proofed with felt weather 
st·rips between the frames and the tops, and covered with a 
strip of canvas or ducking •. The chairs of the back row in any 
raised set-up should be bolted to the platform. Levels which 
are three feet wide will allow adequate foot-room and passage. 
Any arena theatre with raised seating can solve its mask-
ing problem quite easily. If the back platform is as high as 
two feet from the floor level, the backs of the seats, or the 
shoulders of the spectators, will mask the passage from dress-
ing rooms, or from one entrance to another. If there are any 
platforms at all, they may serve as anchorage for frames by 
which the entrances may be draped. A fairly elaborate solu-
tion for bad acoustics and for masked passage for actors and 
stage crew, is to frame in all around the audience and hang 
drapes behind the last row. However, for the most simple 
arena situation, the passage of actors and crew, in the un-
' lighted outskirts, can be simply aided by folding screens just 
behind the entrances, where necessary movement may distract. 
Heavy shades or drapes for windows may be necessary in a class-
room situation to exclude daylight. 
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The only other structural rigging which is basic to arena 
operation is for the support o:f':·the lighting instruments. The 
ideal would be to have all lights either in the ceiling, or 
carried on a frame suspended from the ceiling or roof girders. 
This is frequently possible in gymnasium or basement area-s, 
where beams are exposed. Even ceiling beams may be tapped to 
provide anchorage for cables that will hold a pipe frame. 
If the finish of the room offers no opportunity for hang-
ing the light frame, floor stands are possible •. Pip-es set in , 
iron bases, at the outer edge of the acting area, may be 
clamped to the light frame.. The frame should be as large as 
the narrowest dimension of the stage, e.g., if the acting area 
1s twelve by sixteen feet, the frame for the lights will have 
to be twelve feet square to keep the upright supports out of 
the way. A suspended frame may be smaller •. The height of the 
. 
frame is a matter for experiment, depending on the efficiency 
of the lights used, and the angles at 'flhich they are placed •. 
Lighting can be a comparatively expensive item, but here 
again, there is a ready solution for the minimum situation. 
Birdseye lights in swivel sockets clamped to the light frame 
offer lightweight, adjustable and inexpensive central illumi-
nation, which can be controlled by any type of dimmer.. These 
bulbs come in both spot or flood type, and in both 150and 300 
watts •. The spot type is less likely to diffuse light into 
the audience. . Very satisfactory home made housings have been 
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made for these lights with either stovepipe or large(#lO) tin 
cans •. With strap iron yokes and wing nuts, these can be ad-
just'ed to any angle and slots can be contrived to hold colored 
gelatine •. 
The new; portable, auto-transformer type dimmer which 
works on a different principle than the older, more cumbersome 
rheostats, is perfect control equipment for arena •. There are 
package units containing sixor eight separately manipulated 
dimmers, or they may be bought individually. They are built 
for various capacities, but for a small operation with the self-
reflector bulbs(Birdseyes), two or three ten ampere dimmers 
are a good beginning. Ten ampere capacity will handle four 
300 watt Birdseyes in a single circuit, and two or three such 
circuits will light a nine by twelve acting area quite effec-
tively. 
As the area gets larger, and the use of colored gelatine 
robs some of the light intensity, the need grows for more ef-
ficient lights •. Twelve leiko lights of 500 watts each, plus 
' a strip of trough lights, hung directly over the center of the 
stage, can provide the requirements for an acting area sixteen 
, by twenty feet •. No larger stage needs to be contemplated for 
even a permanent arena theatre seating two or three hundred 
spectators. The best control of such a layout of lights would 
be a package unit, with a dimmer for every two leikos, and a 
large master dimmer, which can control all the spots plus the 
strip lights simultaneously. 
An extremely elementary situation could be realized with 
the conversion of the existing ceiling lights by removing the 
globes, replacing the bulbs with Birdseyes after adding swivel 
sockets, changing the wall switches to silent mercury switches~ 
and forgetting about dimmers. Frequently, base board or wall 
outlets are available from which "houselights" may be wired 
on a separate circuit. Such houselights may be ordinary wall 
bracket lamps placed strategic~lly to light the aisles, and 
send a reflected glow around the audience in their seats. In 
every case, the teacher-director, not versed in the mysteries 
of electricity, should have the capacity of every circuit 
translated to him in terms of wattage. It is then only neces- • 
sary to keep the total wattage of the lamps used for any cir-
cuit inside that capacity. 
Of the other technical matters, certain differences from 
proscenium staging should be kept in mind. Furniture must 
not be too high or too bulky. Sofas vary considerably in 
this respect and the new sectional furniture which nm.y be com-
bined to make a sofa may answer many needs •. The number of 
furniture items used should be kept to the minimum. Wall 
pieces for atmosphere, or merely to mark the limits of the 
room,·are not necessary and they set up a barrier. Proper-
ties should be limited to things handled or mentioned, or 
at least reduced to the fewest items suggestive of locale. 
r 
I 
The audience will enjoy the simplicity of the merest sugges-
tion and may even complete the total atmosphere instinctively, I 
if the actors have done so themselves •. 
All of the hackneyed tricks of makeup should be elimi-
nated. Coloring should be very light, and lines and shadows 
barely suggested. A full base may not, in many cases, be l1 
I 
needed; if used, it should be sparing, never caked or set with\ 
I 
a heavy application of powder. Either pan-chromatic or grease! 
may be used, just to tint a complexion or remove a beard line. 
There is no strong colored, high intensity, flattening, front 
lighting in arena, so the techniques of makeup, for meeting 
such a condition, do not apply. 
Hair lacquer, used to set hair in beauty parlors, may be 
finely sprayed on artificially grayed hair to prevent white 
particles from dropping on shoulders, or floating around as 
the actor shakes his head. If beards or mustaches must be 
used, the crepe hair should be unbraided and stretched damp-
overnight or ironed straight •. The most convincing beard work 
is done with the least possible amount of crepe hair •. A flesh 
colored latex will soon be on the market which allows the 
beard to be done well in advance, and reattached with the 
usual spirit gum. 
~~uch has been said about the necessity for meticulous 
attention to details in costuming for arena. For educational 
4 
purposes, this may be all but impossible, except with an occa-
sional all-out effort, or a stroke of luck~ Certainly, coop-
er,ation in this matter, as in any other, should be encouraged 
but ~ere is an opportunity for daring to be simple in costum-
ing. The very nature of arena justifies simplicity. Imagina-
tive attitude or bearing will suggest age, station, style or I 
period and these should be primary. With ingenuity, the school! 
arena will not allow costuming to frustrate or overburden the 
whole program •. 
By relinquishing pretentious staging, the essence of the 
dramatic experience may become more apparent both to the actors 
and to the spectators. No superficial comparisons with Broad-
way are prompted by the informality of arena. The continuity 
possible with a modest theatrical atmosphere, that avoids ex-
travagance, will serve many broad educational purposes. The 
lack of complication will encourage student initiative and in-
crease the range of play selection. The very students who 
should benefit most from the cooperative effort will not be 
scared away by the sparkling few •. The normal exercise of the 
play instinct, as a growth experience, may be more fully em-
ployed by educators if the possibilities of the arena theatre 
are properly recognized •. 
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